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DAVID HOOSE conductor 
David Hoose is a professor of music in the School of Music at Boston University, where 
he is Director of Orchestral Activities. He has been Music Director of the Cantata Singers 
and Ensemble since 1984, and has been Music Director of Collage New Music since 1991. 
For eleven years, Professor Hoose was also Music Director of the Tallahassee Symphony 
Orchestra . 
Professor Hoose is the 2008 recipient of Choral Arts New England's Alfred Nash Patter-
son Lifetime Achievement Award, whose former recipients include Craig Smith, Donald 
Teeters, Lorna Cooke DeVaron, Blanche Moyse, Daniel Pinkham, and Elliot Forbes. He is 
also the recipient of the 2005 Alice M . Ditson Conductors Award, given in recognition of 
exceptional commitment to the performance of American music, and whose past recipi-
ents include Leonard Bernstein, Andre Previn, Eugene Ormandy and Leopold Stokowski . 
During his tenure with the Tallahassee Symphony Orchestra, the city of Tallahassee 
declared a week to be named after him in recognition of his contributions to the cultural 
life of the region. As a horn player and founding member of the Emmanuel Wind Quintet, 
he was a recipient of the Walter W. Naumburg Award for Chamber Music, and hew,.- e 
recipient of the Dmitri Mitropolous Award for his work at the Tanglewood Music Ce, ~ 
Under Professor Hoose's leadership, Collage and Cantata Singers have given hundreds of 
premieres and have been active commissioners of dozens of new works, including music 
by John Harbison, Peter Child, James Primosch, Andre lmbrie, Earl Kim, Stephen Hartke, 
Donald Sur, T.J . Anderson, Lior Navok, and Andy Vores. His recordings with these two or-
ganizations include music of Charles Fussell, Seymour Shifrin, Irving Fine, Ezra Sims, Child, 
Sur, Harbison and others; his recording with Collage of Harbison's Mottetti di Montale, 
for New World Records, was a 2005 Grammy Nominee for Best Performance by a Small 
Ensemble. His other recordings appear on the Koch, Nonesuch, Delos, CRI and Gun Mar 
labels. 
He has conducted the Chicago Philharmonic, Singapore Symphony Orchestra, Saint Louis 
Symphony, Utah Symphony, Korean Broadcasting Symphony (KBS), Orchestra Regionale 
Toscana (Florence), Quad Cities Symphony Orchestra, Ann Arbor Symphony, Opera Fes-
tival of New Jersey, and at the Warebrook, New Hampshire, Monadnock and Tanglewood 
music festivals. In Boston, he has appeared as guest conductor with the Boston Sym-
phony Chamber Players, Handel & Haydn Society, Back Bay Chorale, Chorus Pro Musica, 
and numerous times with both Pro Arte Chamber Orchestra and Emmanuel Music. He 
has also conducted Auras, ALEA Ill, Dinosaur Annex, Fromm Chamber Players, and the 
Brandeis Contemporary Players, the last of which he was the founder. 
Professor Hoose has several times been guest conductor at the New England Conserva-
tory, and has conducted the orchestras of the Shepherd School at Rice University, Univer-
sity of Southern California, and the Eastman School. For the past three summers, he has 
been a faculty member at the Rose City International Conducting Workshop, in Portl;:ind, 
Oregon. Conductors whom he has mentored at Boston University now serve in av 
variety of distinguished conducting positions, from music directorships of college ana 
youth orchestras, assistant and associate conductors of major U. S. orchestras, to music 
directorships of professional orchestras and opera companies. 
EARL RANEY conductor 
Earl Raney is a second year Masters student at BU in Orchestral Conducting. 
Earl Raney is an Assistant Professor of Music in Performance at Wheaton College 
where he is Music Director and Conductor of the Great Woods Chamber Orchestra 
and the Southeastern Massachusetts Wind Symphony. Mr. Raney is also an Adjunct 
Professor of Music at Atlantic Union College where he is Music Director and Conduc-
tor of the Atlantic Wind Symphony and Atlantic Union College Symphony Orchestra . 
Balancing a dual career as conductor and trumpeter, he is well-known as the Artistic 
Director and solo trumpet of the award-winning Epic Brass Quintet. Since founding the 
Epic Brass in 1983, Raney has given over 1600 concerts in 46 states, with appearances 
at the Kennedy Center, Weill Recital Hall and Carnegie Hall, among others. Interna-
tionally, Mr. Raney has performed in fourteen countries. Deeply committed to music 
education, he has served as Director of the Thayer Performing Arts Center and contin-
ues to perform as guest conductor and clinician at colleges and high schools through-
out the country. Most recently, Mr. Raney appeared as a guest conductor at the 2008 
le/ ic National Band Festival in Reykjanesbaer. During the summer he directs the 
Epic rass Summer Institute for Brass Players. 
ZACHARY BRUNO conductor 
Zachary is a first year Doctoral student at BU in Orchestral Conducting 
Zachary Bruno is a 24-year-old American conductor. Some of the groups Mr. Bruno 
has conducted recently include the Boston University Symphony Orchestra, the Boston 
University Chamber Orchestra, the Worcester Youth Orchestra, the Brian Buch Septet, 
the Pacific Symphonic Wind Ensemble, the Pacific Chamber Opera Project, the Berke-
ley Undergraduate Composers Orchestra, the University of California Symphony Or-
chestra, and the University of California W ind Ensemble. He has also worked with the 
University of Illinois Symphony Orchestra and the Rochester Philharmonic Orchestra. 
Some of the notable musicians with whom Mr. Bruno has performed include Allen 
Vizzutti, Mike Vax, Mic Gillette, Doug McClure, and James Demler. In the spring, Mr. 
Bruno will conduct the Brian Buch Septet, the Freisinger Chamber Orchestra, the BUSO 
in a concert entirely of concertos, and the BUCO in a concert entirely of chamber music 
by Richard Strauss. 
A native of California, Mr. Bruno began his musical studies on piano, saxophone, 
clarinet, and flute . He has won numerous awards and command performances at solo 
competitions in California on both saxophone and clarinet. His teachers have included 
Rasma Salmins, Dale Wolford, Diane Maltester, and Robert Calonico. His primary 
conducting teachers have been David Milnes, Eric Hammer, and David Hoose. In addi -
tion, Mr. Bruno has studied conducting with Neil Varon, David Ramadanoff, Les Neal, 
Eugene Corporon, and Donald Schleicher. Mr. Bruno holds degrees in music from the 
University of California at Berkeley and the University.of the Pacific Conservatory of 
Music. He is currently working toward a Doctor of Musical Arts degree in orchestral 
conducting at Boston University. 
PROGRAM NOTES 
ALEXANDER BORODIN 
In the Steppes of Central Asia 
Alexander Borodin (1833-1887) composed his symphonic poem V sredney Azii (In Central 
Asia), commonly known as In the Steppes of Central Asia, for two flutes, oboe, English 
horn, two clarinets, two bassoons, four horns, two trumpets, three trombones, timpani, and 
strings. 
Although Borodin loved music as a boy and taught himself to play the cello, he ul-
timately chose a career in science, and served as Professor of Chemistry at the St. 
Petersburg Academy of Medicine from 1862 until his death. He referred to himself as a 
Sunday composer, remarking, "Science is my work and music is my fun." Unfortunately, 
for this scientist-composer, administrative duties became increasingly consuming and 
severely limited his time for composition. In a letter to his wife, a pianist, he wrote," ... 
fo~r till rushes by, absolutely flies, and here's me, the professor ... all the time slaving 
a\: I can tell you that's no joke! .. . And what the devil could I do about it, even if I 
wanted to break off my official appointment to go and live as I pleased! After all, one 
has to eat... and you certainly can't make a living out of music." In another letter, " ... I am 
up to my neck in stacks of screed for various committees, scrawling ink in liberal quan-
tities over all kinds of reports, notifications, memoranda, recommendations, decisions-
a heap of utter rubbish. Lord! When will it all end .. . " 
Despite the frustrations, Professor Borodin's position as a respected chemist did allow 
frequent trips to scientific conferences outside of Russia . During these travels, he took 
advantage of the opportunities to introduce his music to several well-known compos-
ers and conductors, including Franz Liszt, with whom Borodin shared In the Steppes 
of Central Asia during a visit to Weimar. The music so enthralled Liszt that Borodin 
dedicated the work to him. Liszt encouraged him, "Go on working, even if your works 
are not performed or published, even if they get bad reviews. Believe me, they will make 
their own way, through their own merit... I am an old man, and it would not become me 
to say other than what I think." 
It is impossible to look at any of Borodin's music without noting the influence of Cesar 
Cui, Modest Musorgsky, Nikolay Rimsky-Korsakov, and Mily Balakirev, the fatherly 
leader of "The Russian Five." Except for Balakirev, all were professionally active in other 
fields, drawn together by their insatiable desire to understand and compose music. 
Theirs was a mutual devotion to Russian nationalism and opposition to German con-
ventions that were prevalently taught in the Russian conservatories. Although none but 
Balakirev possessed formal musical knowledge, they all shared insights with each other 
as they played and dissected scores from Bach to Liszt. They critiqued and tinkered 
witl- ch other's compositions, all the while championing their self-taught liabilities as 
vir' that promoted spontaneity and "truth in music." Borodin wrote, "In the relations 
within our circle, there is not a shadow of envy, conceit or selfishness. Each is made 
sincerely happy by the smallest success of another." 
According to Rimsky-Korsakov's memoirs, produce.rs of a festival performance in honor 
of the twenty-fifth anniversary of Czar Alexander I l's reign requested twelve Russian 
composers to write incidental music for various tableaux vivants depicting the most 
important events of his rule . The producers asked Borodin to write music for a scene 
depicting the safe passage of a Central-Asian caravan escorted by a guard of Russian 
soldiers. Although the producers never followed through with th is part of the celebra-
t ion, Borodin composed (very rapidly, according to Rimsky-Korsakov) In the Steppes of 
Central Asia in January 1880, during Christmas vacation. Rimsky-Korsakov conducted 
the Russian Opera Orchestra in Kononov Hall on Tuesday, April 8 1880, in the first 
performance of the work. The following appeared in the program: 
In the silence of the monotonous deserts of Central Asia are heard for the first 
time the strains of a peaceful Russian song. From the distance we hear the ap-
proach of horses and camels and the melancholy notes of an oriental melody. 
A caravan emerges out of the boundless steppe, escorted by Russian soldiers, 
and continues safely and fearlessly on its long way, protected by the formida-
ble military power of the conquerors. The tranquil songs of the conquerors and 
the conquered merge in harmony, echoes of which linger on as the carav? l 
disappears in the distance. 
After Alexander I l's assassination the following year, there were violent reactionary 
measures by Alexander Ill. When investigations revealed there had been three bombs 
in the attack that killed the Czar, many of Borodin 's chemistry students were arrested, 
and he did all that he could to help them, including destroying documents that might 
have implicated them. According to one account, "covered in snow and frozen to the 
marrow," he desperately raced about in the early hours of the morning trying to locate 
a student who had been arrested . Between the 1880 performance of In the Steppes 
of Central Asia and an 1882 performance, Borodin made a major change-not in the 
music, but in the description of the work; he omitted the words "formidable military 
power of the conquerors" and "conquered." Borodin avoided pol itical involvement, but 
perhaps the beloved professor who was described as "easy-going" and "kind -hearted" 
had grown weary of the "conquerors and the conquered." The revised descript ion found 
in the 1882 Moscow program (also conducted by Rimsky-Korsakov) concludes, "The 
tranqu il songs of the Russians and of the native population merge into a common har-
mony, echoes of which linger on as the caravan disappears in the distance." 
In the Steppes of Central Asia qu ickly ach ieved t remendous popularity with audiences 
throughout Europe. In France and Belgium, this program music became known as Les 
Chameaux (The Camels) for its vivid depiction of the caravan train. As the work un-
folds against a distant canopy of viol in harmonics and momentary glimmers from the 
flute and oboe, the clarinet plays a simple Russian folksong-like theme. After the horn 
answers with the same theme, the cellos and violas exchange undulating pizzicato 
octaves, as if in step with the hoof beats of the approaching camel-train . The English 
horn then introduces an exotically ornamented minor theme representing the Asi;;itic 
peoples of the caravan. As the music progresses, each theme appears in various 'ru-
mental colors. And then, as the scientist experiments with chemical combinations that 
produce warmth, spark, even fire, the composer artfully blends the Russian and Asiatic 
themes into a gloriously glowing tapestry of sounds. The listener suddenly finds 
himself enveloped in the vivid sights, smells, and sounds of the caravan. Gradually, 
the enraptured observer becomes aware of gentle fragments of the Russian theme, 
delicately wafting back and forth between the horn and woodwinds. As the violin har-
monics reappear, the flute plays the Russian theme once more, while the music, like the 
caravan, peacefully fades out of sight. 
When Borodin was asked how he had discovered such a perfectly sensuous interweav-
ing of melodies, he answered that he had written both themes simultaneously and 
then teased them apart as needed. Although In the Steppes of Central Asia is Borodin 's 
shortest orchestral work, the themes sweetly linger in the beloved Russian Romantic 
repertoire . 
BELA BARTOK (1881-1945) 
Dance Suite 
-Earl Raney 
B; 's Dance Suite calls for two flutes (both doubling on piccolo), two oboes (2nd doubling 
on tnglish horn), two clarinets (2nd doubling on bass clarinet), two bassoons (2nd doubling 
on contrabassoon), four horns, two trumpets, two trombones, tuba, timpani, snare drum, 
tenor drum, bass drum, triangle, bells, cymbals, tam-tam, celesta, harp, piano four-hands, 
and strings. Bart6k received a commission for the work in April 1923, to commemorate the 
SOth anniversary of the merging of the cities of Buda and Pest. The Budapest Philharmonic 
Society gave the premiere in Budapest on November 19, 1923. 
Bela Bart6k lived three very successful lives in one: virtuoso pianist, groundbreaking 
ethnomusicologist, and prolific composer. As a performer, Bart6k toured the world 
in addition to his duties on the piano faculty at Hungary's Academy of Music. As a 
musicologist, he devoted himself to the discovery, recording, study, transcription, and 
preservation of European folk music. Furthermore, Bart6k is one of the most significant 
composers of the twentieth century. Many of his compositions are now in the standard 
orchestral repertoire, including The Miraculous Mandarin, Concerto for Orchestra, and 
Music for Strings, Percussion, and Celesta . Most of his compositions include elements of 
his folk music studies. 
Because of Bart6k's fame as a Hungarian ethnomusicologist, one might assume that 
the Dance Suite is based on Hungarian folk music that Bart6k had identified in the Euro-
pean countryside. However, none of the tunes in the Dance Suite are from actual native 
folk dances, but rather from Bart6k's "faux folk music," music he composed in the style 
of European folk music. Moreover, not all of the dances in the suite are in the style of 
Hungarian folk music. 
1, Bart6k lectured about his composition : 
It [the Suite] is made up of six small dance-li ke movements, one of which, 
the ritornello, returns several times in the manner of a leitmotif. The thematic 
material of all the movements is in im itation of peasant music. The aim of the 
whole work was to put together a kind of idealized peasant music...in such a 
way that the individual movements of the work should introduce particular 
types of music. Peasant music of all nationalities served as a model: Magyar 
[Hungarian] , Wallachian [Romanian] , Slovak, and even Arabic. In fact, here 
and there is even a hybrid from these species. Thus, for example, the melody 
of the first subject of the first movement is reminiscent of primitive Arabic 
peasant music, whereas its rhythm is of East European folk music... .The fourth 
movement is an imitation of quite complex Arabic music, perhaps of urban 
origin .... The ritornello theme is such a faithful imitation of a certain kind of 
Hungarian folk melodies, that its derivation might puzzle even the most knowl-
edgeable musical folklorist.. .. The second movement is Hungarian in character, 
and the third is alternately Hungarian and Wallachian . 
In short, the score of the Dance Suite consists of five movements and a finale, with 
a recurring Ritornello passage mixed in. Each of the movements is short, evocative, 
and sharply contrasting with the others, while the Ritornello is always slow, is slightly 
altered in length and orchestration at each occurrence, and does not necessarily follow 
every movement. (One might compare the dance movements and Ritornello of Bart6k's 
Dance Suite to the picture movements and Promenade theme of Mussorgsky's Pict• .. ~~ 
at an Exhibition,) ' 
The first movement begins with a bassoon melody pecul iarly narrow in range and 
made strikingly unstable by unpredictable interjections of the orchestra. By degrees, 
the moderate pace quickens to a very brisk tempo, and the sparse orchestral forces 
gradually grow to a horde of winds, brass, and percussion. The texture and tempo 
slowly abate, and the bassoon's restatement of the opening theme leads into the Ritor-
nello. The vio lins carry the Ritornello's melody, passing the torch to the clarinet as the 
movement comes to a close. 
The subtlety of the first movement disappears in the blunt, in-your-face second move-
ment. In the movement's main motive, the strings hammer away at a minor third (B-flat 
to G), and the trombone provides an iconic glissando. The unpredictable succession of 
meters (2/ 4, 5/ 8, 3/ 4, 3/ 8, etc.) and the many sudden, short-lived pull-backs in the 
tempo create a chaotic feeling. Eventually, the madness subsides, the harp strums from 
low to high, and the Ritornello reappears in the clarinet, the violins, and then the oboe. 
The third movement alternates between a playful mood and a fierce topos, seemingly-
according to Bart6k's lecture-representing both Hungarian and Romanian folk dance 
styles. The music demands virtuosity from the ensemble: much of the movement 
requires a prolonged high tessitura, and there are no fewer than sixteen different tempo 
markings in less than three minutes of music. The movement concludes without the 
Ritornello. 
Beginning with an ethereal, otherworldly string setting, the fourth movement could 
evoke a slow, moonlit desert dance. The woodwinds' unaccompanied Arabian-sow1d-
ing melodies (doubled in octaves) alternate every few measures with the strings ) ic 
harmonies. The melodic forces start small-just bass clarinet and English horn-buf 
they grow to include almost all of the woodwinds. Ultimately, a long diminuendo brings 
the texture down until only the bass clarinet remains. A short, spooky statement of the 
I 
.I 
Ritornello closes off the movement. 
The fifth movement's unchanging tempo, regular phrase lengths, and steady rhythmic 
pulse provide an unyielding, driven character. The Finale begins with successive instru-
mental entrances stacked in intervals of a fourth, tension mounting with each added 
pitch. Quotations from each of the prior movements appear until a solo viola intro-
duces a new motive. The volume and tempo grow again, bringing the composition ever 
nearer to the bursting point, and a vibrant coda abruptly finishes off the vigorous suite. 
DMITRI SHOSTAKOVICH 
Symphony No. 5 in D minor, op. 47 
-Zachary Bruno 
Dmitri Shostakovich (1906-1975) composed his Fifth Symphony in 1937, and scored it for two 
flutes, piccolo, two oboes, two clarinets, E-flat clarinet, two bassoons, contrabassoon, four 
hw"' three trumpets, three trombones, bass tuba, timpani, snare drum, triangle, cymbals, 
b;· rum, tam-tam, glockenspiel, xylophone, two harps, piano, celesta and strings. The work 
was premiered in Leningrad on November 21st, 1937, by the Leningrad Philharmonic Orches-
tra under the direction of Yevgeny Mravinsky. 
Child prodigy both as a pianist and composer, Dmitri Dmitriyevich Shostakovich wrote 
his first symphony at age nineteen, as his graduation piece. Highly impressed by the 
talent of the young composer, renowned conductor Bruno Walter chose to conduct the 
Berlin premiere of the work. In spite of this promising debut, Shostakovich 's career was 
marked by controversy; throughout his life, he had a polarized relationship with Soviet 
authorities, and the authorities denounced his music twice as anti-Soviet and periodi-
cally banned large portions of his work. However, they also honored the composer 
on numerous occasions and even appointed him to the Supreme Soviet, the highest 
legislative body in the regime. 
At the onset of the Great Terror (the period of political repression and social purge 
initiated by Stalin in 1936), Shostakovich suffered his first official denunciation by the 
Communist Party. His music was' criticized as too complex and failing to embody heroic 
classicism, the only allowed artistic philosophy sanctioned by the regime. Shostakovich 
was then coerced into seeking help to meet the expectations of "socialist realism". The 
consequences of failing to meet the regime's expectations were serious, ranging from 
imprisonment in labor camps to death. His own mentor and patron, Marshal Mikhail 
Tukhachevsky of the Red Army, was executed on false accounts of treason, and many 
of the composer's relatives and friends were arrested and disappeared. 
Fearing for his own life and that of his family, Shostakovich felt tremendous pressure to 
ada,...t his musical style to the demands of the ruling Communist Party. Consequently, 
tht poser decided to cancel the presentation of his Fourth Symphony, whose highly 
dissonant language, extravagant orchestration and lack of optimism he feared would 
only worsen.his situation. 
The Fifth Symphony came as an attempt to redeem himself politically. Although the 
composition was often criticized as a mere attempt to satisfy the authorities, an 
allusion to another masterpiece of musical irony, satire, sarcasm and dark humor, 
Mahler's Fourth Symphony, that appears near the opening of the first movement sug-
gests that his response was more complex than suspected. Having developed a very 
strong interest in Mahler's music in the months just before composing his own Fifth 
Symphony (an interest that grew into lifelong inspiration), Shostakovich uses a similar 
gesture-an obsessive repetition of a single pitch-to the one that occurs at the be-
ginning of Mahler's Fourth. This single note reiteration becomes an essential motivic 
element t hat drives the first movement of Shostakovich's symphony. But more tradi-
tional and clear tonal harmonic language (as opposed to that of the Fourth Symphony), 
simpler thematic material, return to the Classical four-movement architecture, and the 
use of a smaller orchestra all satisfied the authorities in their expectation of a simpler 
more optimistic style. They granted Shostakovich political rehabil itation-until a sec-
ond denunciation in 1948. 
The Fifth Symphony was also a huge success with the publ ic, but for very different rea-
sons. The listeners found in the music an expression of their own suffering under St".li n. 
In a political context where everyone was afraid of expressing anything, especially 
lest the expression itself be proof of guilt, the Symphony's Largo, with its resemblance 
to the Russian Orthodox requiem fo r the dead, carried enormous significance for the 
audience. Therefore, this work that had earned the approval of the authorities for its 
simple traditional language and patriotic optimism also won the hearts of people as an 
expression of their pain, fear and suffering. The extraordinary ability of Shostakovich's 
music to mean one thing to one group of people and a completely different thing to an-
other, each connotation concealed to the other group, raises Shostakovich to the rank 
of the masters of the romantic symphony. 
At the very beginning of the Fifth Symphony, dramatic leaps of low strings, rigidly 
imitated by the violins, set a very dark tone that is exacerbated by plaintive melodies 
in the oboes, bassoons and horns. The repeated notes, having appeared at first as 
cadential material, become accompaniment to a lyrical, yet cold and static, second 
theme in the violins. The tension builds into a very long and dense struggle within the 
orchestra, beginning with rumbling in the piano and a growling line in the horns, and 
eventually erupting in arrogant militaristic music in the snare drum and trumpets.· The 
drama reaches a frenzy with the return of the first materia l in the strings and wood-
winds in counterpoint with the second theme loudly blared by the brass instruments. 
The second theme is heard again, but this time played calmly by the flute and horn in 
the major mode. The more opt imistic tone is soon darkened by a twisting trio of oboe, 
clarinet and bassoon. The movement comes to a close with a high lyrical melody in the 
piccolo and solo violin, accompanied by the same repeated notes that drove the whole 
movement; the music evaporates in uncertain calm. 
The harsh and violent waltz-like rhythm of the Allegretto, heightens the sense of ir ny 
already created by the very dissonant harmonies and harsh instrumentation. Hig 
woodwinds solos alternate with solemn string interventions and leaping pizzicati, -and 
sarcastic menacing brass choirs create a nervous, sati rical circus. One can hear in the 
sarcastic tone of this movement the heritage of Mahler in Shostakovich's music. The 
pairing of the piccolo and E-flat clarinet with their typical strident tone and the limping 
changes in instrumentation create a strange ballet on a background of violent, yet 
dance-like rhythm. 
The slow movement contrasts completely. The strings are joined by the woodwinds in 
long lyrical phrases, in a meditative music colored by tense harmonies; the atmosphere 
is that of melancholy and suffering. The string tremolos that play an increasingly im-
portant role are typical of a Russian Orthodox Requiem, and any calm is transformed 
into a solemn hymn to the dead. 
The military rhythm, trumpets, horns and timpani at the beginning of the fourth move-
ment are a vivid reminder of the first movement and in direct continuity with the earlier 
music's violent struggle. After a quieter section where time seems to be suspended, 
the snare-drum and timpani ominously reintroduce the military rhythms that have 
dominated the outer movements; the woodwinds, as if in the distance, state the open-
ing material. Gradually the music intensifies and, in the final moments, it transcends 
itself into brilliant and obsessive reiterations of D major. This sudden reversal of mood 
pr,r~bly appealed to the authorities' desire for optimism in art. But the symphony's 
c. ~oes not resolve in unambiguous triumph. The pounding timpani solo and even 
the hollow last chord, neither major nor minor in mode, seem to continue the struggle. 
Although criticized by some as "a second or third pressing of Mahler," Shostakovich 
found, while composing this symphony, the fingerprint of a language that gives his 
oeuvre its grandeur and uniqueness. Tolstoy praised the Fifth Symphony as the musical 
equivalent to the Bildungsroman, which describes the forging of a Soviet personality 
and is the basis of the official Soviet literature of the time. It is impossible to reduce the 
work to one specific meaning. As most of the great romantic symphonies, it touches 
subjects that find their roots deep within human nature. As Shostakovich himself said 
in a conversation with author Chinghiz Aitmatov in the sixties, "There are far more 
openings for new Shakespeares in today's world for never before in its development 
had mankind achieved such unanimity in spirit: so when another such artist appears, 
he will be able to express the whole world in himself, like a musician." 
-Genevieve Leclair 
Genevieve Leclair is a first-year OMA student in orchestral conducting. Ms Leclair, as well as 
Mssrs Raney, Bruno and Hoose, will appear with the Boston University Symphony Orchestra 
in its annual Concerto Concert, on Tuesday, March 31st, at 7:30 p.m. 
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Shyang Puri Tuba 
Tess Varley Flute Douglas Jacobs # 
Ike Yato Nikoma Baccus + Patrick Fitzsimmons * 
Esther Nahm Elzbieta Brandys 
Ashylyn Olson Zachary Jay Harp 
Lisa Barksda le Chia-Jung Lee * Talia Mailman# 
Da Hee Chung Meghan M iller# Michael Maganuco * 
Caitl yn Perry Amanda Romano 
Viola 
Emily Rideout , principa l Piccolo Piano 
Yuan-Chun Liu Zachary Jay Sarah Wheeler 
Michelle Brune Caitlyn Perry 
Farrah O'Shea Celesta 
Nathaniel Farny Oboe Sarah Wheeler 
Suyeon Lee Sarah Hassen # * 
Lil i! M uradyan Marizabel Lebron Timpani 
Silvija Kristapsons Alicia Maloney Oya Kazuki * 
Joy Grimes Nathan Swain + Hee Kyoung Lee# 
Andrew Salo Luke Short+ 
Dayla Stoerzbach Clarinet 
Brianna Pesce Danby Cho+ Percussion 
Sharon Bielik Gun Hwan Jung Joseph Becker 
Kiera Perico Yi-Ju Lin # Jeb Ku levich 
Evan Perry Kelley Medca lf Matthew McDonald 
Molly W alker * Matthew Raskopf 
M iles Sa lem i 
E-flat Clarinet Luke Short 
Thomas Weston Nicholas W hite 
+denotes principa l on 
Borodin 
# denotes principa l on Ba 
* denotes principal on 
Shostakovich 
BOSTON UNIVERSITY SCHOOL OF MUSIC 
UPCOMING EVENTS AND PERFORMANCES 
Thursday, March 19, 7:30pm A Celebration of Beethoven 
Featuring student performances of 
piano and chamber works for piano 
Tsai Performance Center 
Friday, March 20, 7:30pm Ellalou Dimmack Vocal Award Recital 
LIANA GUBERMAN soprano 
CFA Concert Hall 
Monday, March 23, 8:00pm ALEA Ill: A Young Composers' Workshop 
THEODORE ANTONIOU conductor 
CFA Concert Hall 
T1: ay, March 24, 7:30pm 
Tuesday, March 24, 7:30pm 
Thursday, March 26, 7:30pm 
Bach Competition Winners Concert 
Featuring the competition winners 
of unaccompanied works by J.S. Bach 
CFA Concert Hall 
Collaborative Composition Project 
SHIELA KIBBE and MARTIN AMLIN directors 
Tsai Performance Center 
Percussion Ensemble Concert 
SAM SOLOMON director 
CFA Concert Hall 
Thursday, March 31, 7:30pm Boston University Symphony Orchestra 
Winners of the Boston University Soloists' Competition 
KLAUDIA SZLACHTA: Szymanowski, Violin Concerto No. 1 
ZOYA TSVETKOVA: Chausson, Poeme 
DARIA TITOVA: Shostakovich, Cello Concerto No. 1 
GENEVIEVE LECLAIR, ZACHARY BRUNO, 
EARL RANEY and DAVID HOOSE conductors 
Tsai Performance Center 
For more information on our events, please contact the School of Music office at (617) 353-3341. 
Sign up for the CFA E-calendar at www.bu.edu/ cfa/ events 
CFA Concert Hall, 855 Commonwealth Avenue 
Tsai Performance Center, 685 Commonwealth Avenue 
BU Theatre Mainstage, 264 Huntington Avenue 
BOSTON UNIVERSITY SCHOOL OF MUSIC 
Founded in 1873, the School of Music combines the intimacy and intensity of conserva-
tory training with a broadly based, traditional liberal arts education at the undergradu-
ate level and intense coursework at the graduate level. The school offers degrees in 
performance, composition and theory, musicology, music education, collaborative 
piano, historical performance, as well as a certificate program in its Opera Institute, 
and artist and performance diplomas. 
In 1954, the College of Fine Arts was created to bring together the School of Music, 
along with two new entities: the School of Theatre and the School of Visual Arts. The 
University's vision was to create a community of artists in a conservatory-style school 
offering professional training in the arts to both undergraduate and graduate students, 
complemented by a liberal arts curriculum for undergraduate students. Since those 
early days, education at the College of Fine Arts has begun on the BU campus and ex-
tended into the city of Boston, a rich center of cultural, artistic and intellectual activity. 
Boston University, founded in 1839, is an internationally recognized institution of .1 
education and research. With more than 30,000 students, it is the fourth largest 
independent university in the United States. BU contains 17 colleges and schools, 
along with a number of multi-disciplinary centers and institutes that are central to the 
school's research and teaching mission. 
COLLEGE OF FINE ARTS ADMINISTRATION 
Walt Meissner, Dean ad interim 
Andre de Quadros, Director, School of Music 
Jim Petosa, Director, School of Theatre 
Lynne Allen, Director, School of Visual Arts 
Patricia Mitro, Senior Assistant Dean, Enrollment Services 
Stephanie Trodello, Assistant Dean, development and Alumni Relations 
John Amend, Assistant Dean for Finance and Administration 
Ellen Carr, Executive Director of External Relations 
Chris Santos, Director of Development and Alumni Relations 
Jean Connaughton, PublicRelations/Marketing Associate 
folleen Walsh Powell, Alumni Officer 
Molly Hirsh, Development and Alumni Relations Associate 
FRIENDS OF SCHOOL OF MUSIC 
Friends of the School of Music are a select group of people who, through their annual contributions, believe in 
the importance of supporting gifted student musicians through their educational activities, events, programs, 
and performances. We invite you to join the Friends of the School of Music at the College of Fine Arts and help 
support the talented young artists of Boston University. 
The College thanks the following donors for their generous support during the 2007-2008 fiscal year. 
$1,000,000 and above 
Anonymous 
Ms. Judith R. Harr is 
Dr. John Si lber 
100,000 to $200.000 
Mr. and Mrs. Herman Miller 
Mr. and Mrs. Loren S. Miller 
The Estate of Faye G. Stone, Esq. 
$25,000 to $99,999 
Aram and Jasmine Chobanian 
Mr. Stewart F. Lane and 
Ms. Bonnie Comley 
SJ' oundation, Inc. 
Iv nia E. Withey 
$5,000 to $24,999 
Anonymous 
Ors. John A. and Harriet S. Carey 
Clovelly Charitable Trust 
Ann and Gordon Getty Foundation 
Margaret S. Lindsay Foundation 
Montgomery Symphony Association 
Mrs. Elayne Russek 
Mr. Philippe Schwab 
Mr. Pierre R. Schwab 
Ms. Gael Towey 
The Ushers & Programmers Fund 
Dr. and Mrs. Ernst Hans van Metzch 
$2,500 to $4,999 
The ASCAP Fou ndation irving Caesar 
Fu nd 
Richard F. Balsam, M.D. 
Mr. and Mrs. Richard Grausman 
Larry G. and Ann Howard Jones 
Robert E. Krivi 
Marshalltown Development Foundation 
The Presser Foundation 
Renaissance Musical Arts, Ltd. 
$1,000 to $2,499 
The AS CAP Foundation 
Kim and Mary Lou Bradley 
Ms. Sandra L. Brown 
Richard D. Carmel Charitable 
Remainder Trust 
Frank A. D'Accone, Ph.D. 
Mrs. Margaret May Darnen 
Mrs. Ann B. Dickson 
Mr. William E. Earle 
Dr. Richard W. Ekdahl 
Mr. David L. Feigenbaum and 
Ms. Maureen I. Meister 
Mr. Leon Earl Fernandez 
Mr. Blake W. Hinson 
Professor Phyllis Elhady Hoffman 
Mr. Dmitri ll yin 
Mrs. Ellen B. Kazis-Walker 
Mr. and Mrs. Dean Kehler 
Mr. John E. Loveless 
McFadden Family Foundation 
Ms. Andrea Okamura 
Mr. Kenneth D. Rudnick 
Dr. John Silber 
Mr. Charles A. Stakely 
Ms. Helen J. Steineker 
Ms. Courtenay Brandreth Symonds 
Avedis Zildjian Company 
$500to$999 
Dr. Apostolos A. Aliapoulios 
Ms. El iza beth H. Bower 
Mr. and Mrs. Salvatore Cania 
Mr. Roger C. Davidson 
Dr. Edna L. Davis 
Ms. Debora h K. Delano 
Dr. Michelle Goodwyn, LLC 
Colonel Capers A. Holmes, USAF(Ret.) 
Ms. Lindsey V. Humes 
Dr. Jimmie L. Jackson 
Mrs. Marian H. Kent 
Mr. and Mrs. Robert J. Maganuco 
Ms. Joy L. Mcintyre 
John S. Minkowski, M. D. 
Professor Joel Sheveloff 
Mr. Douglas Edward Stumberger 
Mrs. Nancy L. Trentini 
$250 to$499 
Mr. Samuel H. Adler 
Professor Martin Amlin 
Anonymous 
Dr. Fred A. Bronstein 
Ms. Joan C. Cavicchi 
Ms. Beth S. Chen 
Mr. Wesley Harris Citron 
Mr. Donald R. Clauser 
Congregation Rodeph Sholom 
Lisa and Michael Coran 
Mr. Norman Elia 
Mrs. Carolyn B. Fowles 
Cantor Rebecca Garfein 
and Mike Gellman 
John Tobias Hecht, Esq. 
Ms. Julia A. Hennig 
Mrs. Colleen Smith Ka tsuki 
Mrs. Theodore Kwan 
Mr. And Mrs. James L. Loeb 
Mr. William S. McMillan 
Mr. Barrie Mosher 
Mrs. Claudia E. Nimar 
Mr. Craig Franklin Schreiber 
Mr. Bernard G. Schwartz 
Ms. Patricia R. Slotnick 
Mr. and Mrs. Mose W. Stuart Ill 
Mr. and Mrs. Manuel C. Weinberg 
Mrs. Eiieen Yeater 
Mr. and Mrs. Robert A. Youmans 
This fist represents donors who have generously supported our programs for the past twelve months, as of February 79, 2008. Due to 
program deadlines, some donor names may be absent from this fist. We thank you for your understanding. 
For more information on how you can support the Boston University College of Fine Arts and School of Music, please contact Chris 
Santos, Director of Development and Alumni Relations, Boston University College of Fine Arts, 8S5 Commonwealth Avenue, Boston, 
MA 02215, at 677-353-2048 or ccsantos@bu.edu. 
BOSTON UNIVERSITY SCHOOL OF MUSIC 
STRINGS Renee Krimsier flute HISTORICAL MUSIC EDUCATION 
Steven Ansell viola • Kai-Yun Lu clarinet PERFORMANCE Richard Bunbury • 
Edwin Barker double bass• Don Lucas trombone * Aldo Abreu recorder Bernadette Colley• 
Cathy Basra k viola Richard Menaul horn Sarah Freiberg Ellison Diana Dansereau• 
Bonnie Black pedagogy • Suzanne Nelsen bassoon cello Andre de Quadros • 
Lynn Chang violin Craig Nordstrom, clarinet Laura Jeppesen Jay Dorfman • 
Jules Eskin cello Elizabeth Ostling flute viola da gamba Andrew Goodrich • 
Edward Gazouleas viola Ken Radnofsky saxophone Christopher Krueger Patrick Jones * 
Raphael Hillyer viola Richard Ranti bassoon Baroque flute Ron Kos• 
Marc Johnson cello Thomas Rolfs trumpet Cather i n~ Liddell lute Warren Levenson 
Bayla Keyes violin• Mike Roylance tuba Martin Pearlman Sandra Nicolucci • 
Michelle LaCourse viola * Matthew Ruggiero Baroque ensembles * Anthony Palmer 
Benjamin Levy double bass bassoon Robinson Pyle Wil liam Pappazisis 
Lucia Lin violin• Eric Ruske horn • natural trumpet Chris Parks 
Malcolm Lowe violin Robert Sheena Marc Schachman Evan Sanders 
Dana Mazurkevich violin English horn Baroque oboe Karen Snell 
Yuri Mazurkevich violin * Ethan Sloane clarinet * Jane Starkman John Wallace • 
lkuko Mizuno violin Jason Snider horn Baroque violin, viola 
John Muratore guitar Samuel Solomon Peter Sykes harpsichord * CONDUCTING 
George Neikrug cello++ percussion David Hoose• 
James Orleans double bass James Sommerville horn MUSICOLOGY A nn Howard Jones · 
Leslie Parnas cello Linda Toote flute Richard Bunbury * David Martins 
Ann Hobson Pilot harp Lee Vinson percussion Victor Coelho * Scott Metcalfe choral lit 
Barbara Poeschl-Edrich Steven Cornelius 
harp PIANO Brita Heimarck • OPERA INSTITUTE 
Michael Reynolds cello• Jonathan \;lass Thomas Peattie • Judith Chaffee 
Rhonda Rider cello Anthony di Bonaventura • Joshua Rifkin * Phyllis Curt in ++ 
Todd Seeber double bass Maria Clodes-Jaguaribe • Andrew Shenton* Sharon Daniels * 
Roman Totenberg Linda Jiorle-Nagy Joel Sheve\off * Frank Ke lley 
violin++ Boaz Sharon * Jeremy Yudkin • Ruth Benson Levin 
Michael Zaretsky viola William Lumpkin* 
Peter Zazofsky violin * COLLABORATIVE PIANO COMPOSITION Adam Mclean 
Shiela Kibbe * AND THEORY Jim Petosa 
WOODWINDS, BRASS, Robert Merfeld Brett Ab igana Betsy Polatin 
and PERCUSSION Martin Amlin * Christien Po los 
Laura Ahlbeck oboe ORGAN Deborah Burton * Jeffrey Stevens 
Ken Amis tuba Nancy Granert Richard Cornell * Nathan Troup 
Jennifer Bill saxophone Peter Sykes * Joshua Fineberg• Allison Voth * 
Peter Chapman trumpet Heather Gilligan 
Geralyn Coticone flute VOICE Samuel Headrick • STAFF PIANISTS 
Doriot Dwyer flute M iche lle Alexander David Kopp* Michelle Alexander 
Terry Everson trumpet • Sarah Arneson • Rodney Lister* Eve Budnick 
John Ferrillo oboe Penelope Bitzas * Ketty Nez• Jodi Goble 
Richard Flanagan Sharon Daniels * John Wallace* Phillip Oliver 
percussion Emma Dassori Steven Weigt * David Richardson 
Joseph Foley trumpet James Demler * Lorena Tecu 
Timothy Genis percussion Gary Durham Noriko Yasuda 
Ian Greitzer clarinet Simon Estes* 
Ronald Haroutounian Jodi Goble Department Chairs 
bassoon Phyll is Hoffman * represented in bold 
John Heiss flute Frank Kelley 
Gregg Henegar bassoon Susan Ormont • fu ll -time faculty 
Jerrold Pope * 
Maria Spacagna ++Emeritus 
--
SCHOOL OF MUSIC ADMINISTRATION 
Andre de Quadros, Director, School of Music 
Mary P. Squiers, Executive Operations Officer 
Tracy Rider, Director of Admissions and Student Affairs 
Anthony Enslow, Executive Assistant 
SCHOOL OF MUSIC PRODUCTION DEPARTMENT 
J. Casey Soward, Manager of Production and Performance 
Diane Mclean, Stage Manager 
Shane McMahon, Recording Engineer 
Eric Roberson, Scheduling and Programs Coordinator 
Kris Sessa, Librarian 
Martin Snow, Keyboard Technician and Restoration 
Roberto Toledo, Head Recording Engineer 
College of Fine Arts www. bu .ed u/cf a 
